Introduction
The aim of this article is to trace the historical development of the depiction of business on British television and explain the relatively recent shift that has seen business issues not only informing television news journalism and current affairs but also being incorporated into the realms of more entertainment-led factual programming. In doing so, it acknowledges that the television industry has itself developed into a business during this time, with the result being that rather than operating primarily within creative terms, broadcasters and programme-makers have come to view themselves as [creative] entrepreneurs. As the television writer, director and independent producer Michael Darlow (2004, 541) argues, 'By 1993, most independent producers as much as broadcasters, saw themselves as businesses which made programmes, not as they had a decade earlier, as programme makers who also ran businesses'. Since the 1990s, these two shifts have run parallel to one another and it raises the issue of whether the development off-screen of a more commercial, competitive and entrepreneurial TV marketplace has impacted on the way the medium frames its onscreen engagement with business, entrepreneurship, risk and wealth creation.
Central to these developments within business programming is the increasing importance of television formatting within the industry and the way in which public service broadcasters, such as the BBC and Channel 4, have moved away from the notion of business-related content as supposedly dry and inaccessible to what can be described as the more relevant and engaging 'business entertainment format' epitomised by programmes such as Property Ladder (Channel 4, 2001-) , Ramsay's Kitchen Nightmares (Channel 4, 2002-) , Dragons' Den (BBC2, 2004-) and The Apprentice (BBC2, 2005-6; BBC1, 2007-) . Drawing on interviews with channel controllers, commissioners and producers from across the BBC, Channel 4 and the independent sector, 1 this research seeks to call attention to a number of key individuals involved in this process whilst also examining some of the tensions that arise from combining entertainment values with more journalistic or educational approaches to factual programming.
Significantly, there has been a lack of research carried out on in this area by both television scholars and those within the field of media and communications.
While a number of articles have taken a specific interest in both the US and UK versions of The Apprentice (Couldry and Littler 2008; McGuigan 2008) , work on factual television has instead tended to focus on the move from current affairs and serious analytical documentary to docusoaps, lifestyle and reality TV (Bruzzi 2000; Brunsdon et al. 2001; Kilborn et al. 2001; Corner 2002; Biressi and Nunn 2005; Hill 2007 ). This means that the development of business entertainment programming (a related but distinct genre) has remained a largely hidden and unexamined area of television history.
In an attempt to begin to address this situation, this article first outlines the representation of business on British television and in particular its problematic status within the BBC. It then examines the key personnel involved in the production of BBC2 's Troubleshooter (1990 's Troubleshooter ( -1995 before outlining how the series established a template for future generations of UK-originated business programming by placing an emphasis on drama, risk and the casting of an accessible business expert. We also focus on the evolving nature of public service broadcasting, particularly in relation to Channel 4's adaptation of the business format for its own viewers through an initial combination of lifestyle, property, entrepreneurialism and expert opinion. The final section moves on to outline the rise of the global entertainment format and considers both its importance to an increasingly competitive and entrepreneurial television marketplace and the way in which certain international business formats have been successfully adapted by the BBC for a public service audience. Throughout the article there is an awareness of the changes that have occurred within the industry and how this has impacted on what is understood by factual programming. However, there is also an emphasis on aspects of continuity that run throughout television with regards to personnel, networks, production companies and the updating and reworking of particular formats. This continuity not only results in programming that continually references aspects of television history but it also seeks to reduce risk in what has become an ever more competitive and precarious multichannel landscape.
Engaging with Business in the Factual Arena: The Problem of the BBC
Prior to the 1990s, British factual television's engagement with the world of business, finance and enterprise tended to be restricted to news journalism and current affairs.
While the latter is typified by the long-running BBC2 series The Money Programme (1966-) , it is significant that with regards to its news output the BBC did not have a (Lichter et al. 1994; Williams 2004 ) have revealed, portrayals have tended to be negative with popular drama and comedy presenting businessmen and entrepreneurs as 'suspect, untrustworthy or figures of fun' (Boyle and Magor 2008, 126) . A report by the Washington-based Media Institute (Theberge 1981 ) refers to such characters as 'crooks, conmen and clowns' and indeed these fictional types are exemplified in a range of successful programming from the 1980s, e.g., the crooked J.R Ewing in the US prime-time soap Dallas (CBS; BBC1, 1978 BBC1, -1991 , conman Arthur Daley of comedy-drama Minder (ITV, 1979 (ITV, -1994 and Delboy
Trotter, the lovable clown from sitcom Only Fools and Horses (BBC1, 1981-2003) .
These representations have changed however with the development of reality television from the 1990s onwards. As Hendershot (2009, 244) has noted, 'reality TV is a genre obsessively focused on labour' and this focus has opened up a wider range of business representations onscreen, allowing the traditional dichotomy displayed in fictional programming between comedy/foolishness and drama/criminality to dissipate.
Despite the capacity of business to provide fictional programming with both dramatic and comedic characters and scenarios, commissioners and producers within the factual arena have been slow to recognise its potential as a subject area. In part, this lack of engagement is bound up with wider British attitudes to wealth and materialist values (Williams 2004) and the way in which up until the 1970s, a dominant corporate culture consisting of large, paternalistic organisations meant that the image of the loyal 'company man' was instilled in the public consciousness while the risk-taking entrepreneur remained largely absent from the public's imagination (Sampson 1998 Thirkell's perception of the BBC is one that continues to find echoes among a number of key individuals working within the television industry today. prior to his arrival, the BBC was culturally and structurally biased against business. The evidence was that it had no business editor, never had one. It kidded itself that it did business because it had an economics editor. I had to convince people there that business sits on the crossroads of commerce and finance, and that economics sits on the crossroads of politics and economics. Due to his previous involvement with The Business Series, the project was passed to Thirkell, who became the eventual producer and director of Troubleshooter.
However, Thirkell himself suggests that this was 'presumably on the basis that it would never work' given his limited experience and imminent plans for departure.
Having never made a television feature before and coming from a family of novelists, his interests were literary based leading him to focus on narrative and character:
When I got that first Troubleshooter, which was my first film, I just couldn't do anything but make it a story, because that is all I could see, that is the only way I could see of making it. I didn't understand how people made films. I only understood stories. So therefore I tried always to tell stories, which I still do.
It was this injection of narrative and focus on larger than life characters that transformed Troubleshooter from a supposedly dry and dreary prospect into a BAFTA-award winning series on its broadcast in 1990. Sir John Harvey-Jones (1990, 10) emphasizes that he was 'certainly not interested in doing a propaganda job for industry' but rather his drive was to use television to reveal to the public the drama and excitement which he saw as integral to running a business. His other passions were manufacturing and the role that small businesses play in the economic wellbeing of the country, thus it was these types of companies that became the focus of the original series while the second installment in 1992 also examined public sector organizations, including an NHS hospital trust and the South Yorkshire Police force.
Harvey-Jones was sent in to assess the organizational problems of each business and offer advice on how management could turn things around. This lightly formatted series very clearly placed itself in the observational documentary mode, as HarveyJones (1990, 15) was keen to point out: 'There were no 'set ups' and everything that happened was filmed or recorded [and] shown as it happened'. What the series offered was a dramatic narrative and characters viewers could empathize with through its focus on real people, the risks involved in running a business and the impact of this on their everyday lives. and Harvey-Jones themselves felt that by series three they were 'disinclined to continue with that particular approach to business programmes. We felt that the programmes were beginning to follow a formula and we wanted to take a different, more elastic approach' (Harvey-Jones 1996, 3). This meant that Troubleshooter Returns (1995) took a more expansive look at the world of business and how aspects of British national life had changed through retracing some of the key influences that had shaped Sir John's life.
The Development of Docusoaps and Personality-Driven Factual Programming
Thirkell went on to develop a number of other business formats throughout the 1990s that continued to be broadcast on BBC2 to a relatively niche minority audience.
Amongst these were the docusoap Back to the Floor (1997 Floor ( -2002 and the documentary series Trouble at the Top (1997 Top ( -2004 and Blood on the Carpet (1999) (2000) (2001) , which focused on troubled bosses and business battles respectively. In this sense, it is important to note that Thirkell's formats were not developed in isolation from the wider television industry at this time but instead reworked many existing techniques within a business context. For example, Back to the Floor, which featured company bosses returning to the shop floor for a week to gain a different perspective on their business, consisted of thirty-minute episodes in the docusoap style that came to prominence on the BBC in the mid-1990s and which signaled a move away from documentary as a 'discourse of sobriety' (Nichols 1991 ) towards a lighter type of public service programming that prioritized entertainment over social commentary (Bruzzi 2000) . This format has since been revisited in hour-long form with the Homes? (BBC2, 2010), indicates the importance that was now placed on providing viewers with a reliable expert to guide them through the business world and who was also, more importantly, able to function as an appealing television personality.
This strategy of creating personality-driven factual programming based on the troubleshooter template has since been continued by both the BBC and Channel 4
with that can be applied to many of the participants of these shows: 'I don't think you think of him as an entrepreneur. You think of him as an idealistic man who is following his pipe dream'. Thus, although entrepreneurialism tends to be at the heart of such programmes, within this particular strand of lifestyle-oriented entertainment it is often disguised in a way that makes it more accessible to a wider audience.
Perhaps more so than the BBC, Channel 4 was also able to benefit from its relationship with independent television producers during this time, many more of which had sprung up in recent years following the shift towards a deregulated, market-led industry first instigated by the Thatcher government (see Murdock 1994; Sparks 1994; Ursell 2000 and Darlow 2004) . Echoing Luke Johnson's argument about how having to meet the demands of a payroll impacts on the programme-making decisions taken by independent producers, Bazalgette (2005, 42) explains that with regards to the development of new forms of factual and reality-based programming, it was to be 'entertainment producers, with no loyalty to the documentary tradition,
[who] would prove the most groundbreaking'. As advertising revenues began to be squeezed at the end of the 1990s due to the development of digital television and new media, Channel 4 had to find ways of maintaining its audience and advertising share with light factual entertainment that was economical to produce and easy to promote.
In addition to the aforementioned lifestyle and property shows, independent producer
Stephen Lambert of RDF Media created a new strand of formatted reality One of the challenges for programme makers today is that you have to make everything entertainment because there is such choice out there. So you have to make interesting subjects entertaining and dynamic because otherwise people might go elsewhere.
This challenge continues to exist in an era that has seen the development of global entertainment formats become a key strategy within the television industry. In the more competitive and fragmented broadcasting environment that emerged in Europe in the 1990s, the use of entertainment formats has a clear commercial logic. Faced with an expansion of transmission time and the loss to pay television of key sporting events, entertainment formats provide a more cost-effective way of filling schedules with local productions than locally originated drama.
Although there is not one agreed definition of formatted TV in use, Bodycombe (cited in Altmeppen, Lantzsch and Will 2007, 95) puts forward a useful description in which he explains that 'a format sale is a product sale. The product in this instance is a recipe for re-producing a successful television programme, in another territory, as a local programme'. The term 'recipe' is particularly significant here as it highlights that rather than exist as a stand-alone, 'canned' product, what is traded in these instances are actually '(successfully tested) concepts for producing entertainment content' (ibid).
Along with the aforementioned commercial logic and the political benefits related to the fact that by acquiring the rights to a television format and adapting it within a specific country it is then classified as a domestic production (Moran 1998), many scholars have placed an emphasis on the fact that one of the key advantages of this type of production is the way in which it is seen to reduce risk and promote predictability due to the fact that it has been 'successfully tested' elsewhere:
Besides lower costs, imported formats offer some measure of predictability based on their past performances in numerous countries. The constant and increasing pressures for turning profits means that there is little, if any, time for innovating or trying new ideas. All incentives are to reach out for proven ideas that can help diminish uncertainty. Formats, then, are the ultimate risk-minimizing programme strategy . . . Formats are a form of McTelevision. Shorthand for the McDonald's fast-food chain, the prefix Mc stands for a business model characterized by efficiency, calculability, predictability, and control that caters products to specific local requirements, usually informed by cultural factors (Waisbord 2004, 365; 378) .
With regards to business entertainment formats, which draw on the 'natural jeopardy' of the business world to provide drama and tension, it is interesting that this new television business model works to eliminate risk as much as possible. Of course, this being a creative industry in which there are no certainties with regards to which programming will be successful in differing national contexts, nothing is ever guaranteed. Thus, for every successful global format, there are many that have failed to sell or attract sufficient audiences in certain countries.
There are also different issues at stake within varying types of formats. For British gameshow Who Wants to be a Millionaire (ITV, 1998-) , which is owned by Celador, became the first format to offer not just a license to other broadcasters but a complete package incorporating production expertise and technical know-how such as computers, set, music, software graphics, titles and lighting (Steemers 2004 ). This allowed buyers in different countries to replicate the style of the series using homegrown presenters and members of the public acting as both participants and audience. This is different from the process that the BBC embarked on in adapting both the American version of The Apprentice and the Japanese business entertainment format
Money no Tora (Nippon, 2001 (Nippon, -2004 , which was to become Dragons' Den.
The Problems of Adapting International Formats for a Public Service Audience
According to Waisbord (2004, 368) , the emphasis placed on extreme challenges and weekly elimination pioneered by early reality formats such as Survivor, means that such programming 'can be read as the global projection of capitalism, naked individualism, and competition'. This is a criticism that can similarly be ascribed to
The Apprentice, in which participants take part in weekly challenges but this time This statement highlights some of the problems related to adapting TV formats for both a different broadcasting system and a particular national audience. In this instance, however, The Apprentice was not only able to reference Thirkell's programmes but it also presented a very timely opportunity for BBC2 as Keating's predecessor Jane Root had recently 'identified the role and impact of enterprise and entrepreneurship on British life as something she wanted reflected in the channel's output' (Boyle 2008, 419 ).
Root's vision for the channel had much in common with New Labour rhetoric of the time emphasizing the need for a more enterprise-oriented culture, and indeed Born (2004, 172) explains how from the late nineties onwards 'BBC production departments strove to become intensely entrepreneurial'. Fairclough (2000, 33-34) outlines how a number of commentators have accused New Labour of being 'fascinated with the glamour of business' and highlights some of the problems surrounding this type of government discourse:
Calling industry or business "enterprise" is sort of a semantic engineering, engineering of meaning -it seeks to attach the values of "being enterprising" (taking initiative, being creative, etc) to a process that also has a less rosy aspect. There is also an attempt to re-value "entrepreneur" -to encourage its use in such positive senses. Entertainment Commissioner at the time of its initial production, The Apprentice was a 'breath-taking and original way of using entertainment to bring business to people who might not have thought it was for them'. And indeed the project was extremely successful at attracting a wide demographic, transferring to BBC1 after its first two series.
Dragons' Den was a slightly different proposition having originated in Japan as a low-budget, late-night show targeting a cult, niche audience. Eschewing both the reality-gameshow format and the traditional troubleshooter approach, the premise of the programme involves aspiring entrepreneurs pitching for funding from wealthy investors, or rather the 'Dragons' of the title. Essentially, it is based on existing 'business angels' initiatives that seek to facilitate investment into early stage businesses (Rees-Mogg 2008) . Notably, given the emphasis placed on risk, jeopardy and drama in business entertainment programming, the term 'angels' is replaced with 'dragons', thus introducing a more ruthless, and some would say cruel, streak to proceedings (in this sense, the programme can be understood as being similar to reality TV). While the Japanese series took place in the boardroom of the television company in order to minimize costs, the BBC adaptation turned an empty warehouse into the 'den', stripping five multi-millionaires of all their trappings as each decide whether to invest their own money into any of the companies on offer.
Dominic Bird (interview with authors, 27 March 2009), executive producer of the show, admits that for the first two series, the BBC adaptation was also something of a cult. However, since then, it has become the definitive version which has sold around the world. Explaining how Japanese company Sony own the format and act as guardian of the brand, Bird states that,
[Sony], as far as I understand it, used the BBC programme as their template, and . . . I am not even sure whether the people around the world would even look at the Nippon version. I think it is the BBC show that people use. I mean some of them, word for word, will use our Evan [Davis -presenter] script at the intro of the show.
While Sony, then, recoup the rewards of the success of overseas adaptations, the BBC have sought to diversify the format by launching an online version in 2009. With the television programme being broadcast for only eight weeks per year, Bird points out that this is not enough time to deal with the thousands of applications the BBC receive for each series. Thus, the online version not only increases the scale of the programme but it also satisfies the growing demand within the broadcasting industry to produce 360 degree content that operates across platforms (e.g., broadcast, web and mobile technology).
Conclusion
The move into online content only adds to the success of both The Apprentice and Dragons' Den in securing a wide demographic for the BBC. Furthermore, these adaptations have managed to combine the entertainment focus of the original formats with an educational or learning aspect that takes much of the mystery out of business while revealing the process of pitching for investment and the challenges of being an entrepreneur. As Down (2010, 185-186) generation of business programmes. They are commissioned for entertainment but I think the penny has dropped that they are actually extremely potent tools to draw people, probably beyond the screen, into quite detailed information about how to set up a business or management techniques and so on. I think part of the attraction of Dragon's Den for the BBC is that it does have enormous potency beyond the screen as an idea that captures people's imagination, a frame through which they can think about questions of business ideas or how to pitch ideas and find out other things. But the programme itself doesn't pretend to be a documentary depiction of reality and never has. It is clearly an artifice that nonetheless accurately reflects a particular part of the value chain.
This statement reflects on the trajectory of business-related content on television as it has moved from the more straightforward journalistic arena of news and current affairs towards documentary, lifestyle and finally factual entertainment programming.
When, in 2010, the BBC Director-General Mark Thompson (cited in Beckett 2010) attempted to define the Corporation's role in the digital age, his vision of the BBC was one that connected with aspects of its particular history and relationship with its public. He argued, People want guaranteed access to a reliable source of trustworthy news; quality drama and comedy; programming in the areas of culture and knowledge…which [tells us] what it is to live in this country, to be British. It was like that in the 50s and 60s. The challenge is, what do you have to do now, given the way media is changing, to meet that public expectation?
Thus the rise in programmes around business related content can be seen as part of this attempt to reflect on broader patterns of social change.
As Hill's (2007) audience research indicates there is a strong correlation between reality TV-type formats being popular but not valued by the audience, while more traditional documentary forms are highly valued but not perceived as popular.
The mobilization by both the BBC and Channel 4 of various popular formats using business-related content (in some cases more explicitly than others) signals a step change in public service approaches to reach out to audiences in the digital age through increasingly popular forms, but remaining inflected with distinctive content.
Indeed we argue that this begins to explain how public service broadcasters such as the BBC and Channel 4 began to reformulate their strategies toward factual content in order to attract and maintain audiences in a multichannel age. It is of course worth reiterating that these shifting television representations of business are not ideologically neutral, and may be indicative of the ways that particular notions of the role of the individual and their relationship to risk and business have become normalized in mainstream television over the last few decades, but that is another argument.
What is clear is that a mapping of the development of these types of programmes offers an insight into wider television industry shifts as producers (both independent and in-house) have moved from addressing a fairly captive analogue audience towards engaging with a more restless viewership in the digital age. We also argue that while wider structural factors remain central in shaping the trajectory of television as both an industry and cultural form, television also remains shaped by key individuals working in particular genres at central moments in an organization's history. The legacy of Thirkell's Troubleshooter and his continued role as a respected television producer almost two decades on is indicative of the manner through which the history of television is continually recycled with themes such as business being 20 presented for different audiences using a variety of styles over a sustained period.
Thus we contend that by combining historical analysis, in-depth interviews with industry professionals and a wider examination of the changing television marketplace, the development of a previously overlooked television format can be traced, revealing that rather than simply being a subsidiary of reality programming, the business entertainment format has a distinct history. It also illuminates the shifting conventions of popular factual television in contemporary British society and changes the way in which business, entrepreneurship, risk and wealth creation has become represented on mainstream television.
